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Chapter One
Introduction
If the works of most women composers have been neglected, the fault lies in part
with musicians themselves. […] It is difficult to understand the hesitancy to
explore and promote music composed by women that persists today. If much of
the music of women of the past has been lost or become relatively inaccessible, a
remarkable amount has survived and is retrievable. (Sadie and Samuel 1994, xixii)
Though the accepted canon of vocal literature for classical singers is extensive ,
repertoire by female composers is largely overlooked or omitted when considering what
comprises this canon. The lack of the female presence “does not mean that women have
been silent as composers, performers, and participants in other facets of music” (Citron
2000, 41). The history of vocal music is peppered with female composers , many of
whom were singers themselves, but the majority of these composers have been hidden in
obscurity, overshadowed by their male counterparts, or dismissed due to their lack of
public recognition. Though the limitations of social constructs perhaps explains the lack
of attention to female composers in the past, this does not explain their continued neglect
today. Dr. Sharon Mabry of Austin Peay University agrees that there is an oversite in the
lack of inclusion of women in standard repertoire:
Much more has to be done to make this repertoire inclusive . As teachers,
performers, conductors, music critics, and listeners, today’s students will be the
future for women in music. It is up to us, the educators and performers of today,
to introduce this exciting new music to our students and the general public . (Lister
and Hoch 2019, xix)
6
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By shedding light on some of the composers that have been overlooked, this lecture
recital will intervene against this repeated practice of neglecting to program and teach
works by women composers. We, as educators, should encourage a more inclusive and
wider variety of vocal literature. In my experiences as a singer and teacher, I became
increasingly aware of a lack of attention given to female composers. Classical singers
may have some exposure to the works of Clara Schumann, but outside of her
compositions they will likely have limited experience with and exposure to other vocal
compositions by women. The goal of this lecture recital is to educate other singers and
teachers about the variety of vocal repertoire by women and explain why these pieces and
composers are important to study.
This lecture recital will serve as both a historical survey and a teaching plan for
select works by women composers. I will evaluate each piece by using a numerical scale
to rate the level of difficulty of the following categories: vocal demand, musicality,
emotional depth, and difficulty of the piano accompaniment. This will provide the reader
with valuable information regarding the appropriateness of this repertoire for singers at
an undergraduate or graduate level. The lecture recital will touch on music from the
Baroque, Romantic, and Twentieth Century eras of music as well as early musical
theater.
Though this lecture recital will discuss many different female composers for
piano and voice, the specific composers that will be showcased in the recital will be
Barbara Strozzi, Fanny Mendelssohn, Libby Larsen, Pauline Viardot, Amy Beach, and
Kay Swift. I will highlight some of their most well-known and most overlooked
compositions. I will discuss the specific vocal techniques and skills that these pieces help
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the singer learn and develop. Additionally, I will provide information on what Fächer
these women traditionally wrote for in order to provide an adequate and reliable resource
when considering these composers for recital programs. By informing the reader of these
composers and the quality of their work, I hope to expand the canon of vocal repertoire
and aid in encouraging others to do the same. American soprano Louise Toppin shares
this hope of singers exploring the rich repertoire of vocal music , writing:
Although frequently neglected, art songs have consistently appeared in the output
of women composers. From the parlor songs of Amy Beach to the jazzy
accompaniments and lush tunes of Margaret Bonds, American and African
American women have created well-written and interesting compositions and
made exciting contributions to the art song repertoire. … These unsung (and in
some instances unpublished) art songs … are replete with charm and dignity , and
worthy to be heard. (Lister and Hoch 2019, 37)
Though these composers are lesser known, they are immensely talented and deserve to
have their compositions studied alongside the other giants of vocal literature.
In addition to giving a chronological survey of female composers for piano and
voice, this lecture recital will also shed light on the promising advancements in
recognition for female composers. Though it is still rare, opera companies are beginning
to stage more productions written by women. Additionally, women have now won all of
the major composition prizes—from the Pulitzer Prize to the Prix de Rome to the
Grawemeyer Award—plus a multitude of Grammy and Tony Awards (Lister and Hoch
2019, xviii). This is crucial for getting to the point where women are being judged on an
equal basis with men, but it is ultimately up to the performers and teachers to program
music by women to give these composers the recognition they deserve . I, personally, had
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never studied a piece of classical vocal literature composed by a woman prior to
attending graduate school. Though the pieces I have studied are wonderful and helped
shape me into the singer I am today, I can’t help but feel embarrassed by my own
deficient repertory and saddened that an entire facet of music eluded me for so long .
Calling attention to female composers and being more intentional about programming
their compositions will bring an element of diversity to the standard canon of vocal
literature that would be nothing but beneficial.

Chapter Two
Barbara Strozzi and the Baroque Era
Though I will be focusing on Barbara Strozzi (1619-1677) and her contribution to
Italian Baroque music, it is important to note that she is not the only Italian woman
composer of this era. Before Strozzi, another woman was paving the way in composition.
Francesca Caccini (1587-1640) was an Italian composer and singer regarded as the first
woman known to have composed opera. She came from a musical family and her father,
Giulio Caccini, helped cultivate the style of music that characterized the beginning of the
Baroque era. She performed for the likes of the Medici’s and the Pope and at one point
was the highest paid musician at the Florentine court (Sadie and Samuel 1994, 94).
Caccini’s only surviving opera, La liberazione, was one of the first Italian operas to be
staged outside of Italy (Grout 1988, 56). Francesca Caccini is likely the most important
woman composer of her time due to her contributions to the rise of opera, but she does
share some similarities to Barbara Strozzi.
Barbara Strozzi was an Italian composer of the Baroque era and is thought to be
“one of the most prolific and gifted composers of secular vocal music in her century,”
(Kimball 2006, 412). Like Caccini, she was a singer, but she lacked the musical family
that helped to bolster Caccini’s musical education. She was the adopted, and likely
illegitimate, daughter of Giulio Strozzi. She is believed to be his illegitimate daughter due
to her mother, Isabella Garzioni, being Strozzi’s longtime servant. She was Giulio’s sole

10

11

heir. Barbara Strozzi was a pupil of Francesco Cavalli, an Italian composer of the early
Baroque era (Sadie and Samuel 1994, 441). Her career as a professional composer began
in 1644 with the first of her eight publications, a volume of madrigals for two to five
voices. Strozzi’s music is characterized by her use of contrast paired with a refrain idea.
She often switches between duple and triple meter and measured and unmeasured
passages. She adheres to the form and meaning of the text, showcasing her training in the
secondo prattica tradition. What sets her apart from her teacher, Cavalli, is her longer
melismatic expansions and more frequent repetitions of the text. Strozzi has a pointedly
lyrical style designed for singers and well suited for the lyrical soprano (Sadie and
Samuel 1994, 442).
Strozzi’s aria, “Amor dormiglione,” is a perfect example of her style of
composition. It features an expressive solo melody with repetitive text that follows an AB-A structure. The A and B sections contrast each other in mood and rhythm. This piece
has both lyrical passages as well as quicker passages that require more vocal agility. On
the repeat, the singer has the opportunity to add embellishments to the vocal line, leaving
the difficulty of the piece up to the singer herself. This piece would be ideal for teaching
the singer how to get her voice moving and be lighter on the onset. Additionally, Amor
dormiglione is available in a variety of versions. Due to it originally being intended for
solo voice and lute, the score can be found with or without a keyboard realization of the
accompaniment. The piece is also available in multiple keys (G, A, and B-flat) making it
more accessible to a wider variety of singers. It is also important to note that, depending
on which publication is used, the score could vary greatly in the amount of information
given to the singer. Scores designed to be more faithful to the original seventeenth
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century notation will lack tempo markings, dynamics, suggestions for phrasing,
instrumentation, and accompaniment, giving the singer and teacher little information to
go on. Alternatively, more modern publications of “Amor dormiglione” may include too
much information.
In the nineteenth century, editors who prepared collections of early Baroque vocal
music tried to make the scores easier to read. They also corrected inconsistencies
and made decisions about tempo, dynamics, phrasing, ornamentation,
instrumentation, and accompaniment. As a result, these scores can contain too
much information that, if followed strictly, will produce a distinctly nineteenthcentury interpretation. (Elliot, 2006, 9)
It is the responsibility of the teacher and singer to decipher what information given by the
modern publication is stylistically appropriate.
While modern publications of Baroque music may lack historical accuracy, they
can be beneficial to less experienced singers that lack the knowledge and training needed
to interpret a score that leaves so much up to interpretation. A nineteenth century score
will give the inexperienced singer the comfort of a familiar style of notation and in no
way prevents the singer from making adjustments in order to shift the performance more
towards historical accuracy. To demonstrate how one might achieve this, I will be using a
modern publication of “Amor dormiglione.” While studying the score, I looked at
Strozzi’s original notation to inform my decisions on what to keep and what to change. I
made slight adjustments to what notes stressed which syllables of the words.
Additionally, I limited the repetition of some of the text to closer match Strozzi’s
preference toward melismatic passages rather than the more syllabic setting that the
modern score seemed to favor. This is most obvious in the B section for the text “O igro,
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o tardo!” (O lazy, O late!). Figure 2.1 shows the modern publication of the score while
Figure 2.2 shows a more historically accurate publication.
When performing this piece, great consideration needs to be given to the
placement of ornamentation within the song. “In the seventeenth century, the new
importance of the words caused restrictions to be placed on where and how a singer could
improvise ornaments, so as to not disturb the communication of the text,” (Elliot 2006,
21). The ornaments should be used to embellish or enhance the text in addition to adding
expressivity to the singer’s performance. In my performance of “Amor dormiglione” you
will hear that I keep the first instance of the A section and the entirety of the B section
relatively free of ornamentation. With the return of the A section, however, I incorporate
ornamentation into almost every measure, emphasizing the importance of the text without
sacrificing the audience’s ability to understand it. Though the piece is not overly difficult
in and of itself, the singer can choose to increase the level difficulty with the addition of
more intricate ornamentation.
Figure 2.3 represents my evaluation of the piece. The piano accompaniment of the
modern publications is not especially difficult, and the historically accurate publication is
very bare and open for interpretation. Additionally, the text is light and jovial. There is no
deep or emotionally taxing aspect to the interpretation of the text, making it very
accessible to singers. Because of this, both the “pianist” and “emotional” categories have
been rated a 2 out of 5. Musically, the piece is fairly balanced in regard to dynamics and
phrasing. There is some natural contrast due to the A-B-A structure of the song, but the
piece never gets overly complicated. The differences between the historically accurate
publication and the modern publication are what make this piece more difficult than
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others. For the historically accurate score, the approach to dynamics and the inclusion of
dynamic contrast will be dependent on the singer’s knowledge of what would be
historically appropriated paired with their interpretation of the score itself. I have scored
the “musical” category as a 3 to act as a balance between the two publications. Vocally,
this piece can be somewhat challenging. It calls for vocal embellishment and requires the
singer to have some sort of understanding of the standard practices of performing
Baroque literature. I scored the “vocal” category as a 4 because of these added
complexities.
As a teacher, I would most likely assign this piece to a soprano or lyric mezzo.
The lower key of G would work well for a lyric mezzo singer, but I would not assign this
piece to anyone with a heavier voice type. The keys of A and B-flat would be perfect for
sopranos and lyric sopranos. This piece is not well suited for the male voice and is
traditionally performed by women. Additionally, I would not assign this piece to a
beginner. The difficulties of incorporating vocal embellishments and the added challenge
of interpreting conflicting scores make this piece more suitable to seniors or graduate
students. Because of those reasons, this piece would be perfect for teaching students
about historically informed performances and would offer the students and unique
learning opportunity.

Chapter Three
Fanny Mendelssohn and the Romantic Era
The Romantic era of music is perhaps the height of compositions for voice and
piano. This time period was characterized by its focus on individuality and emotional
expression as composers began to experiment with musical forms. Though the Romantic
era is likely most known for composers such as Chopin, Schubert, Fauré, and Schumann,
a variety of female composers began to gain recognition during this time. Fanny
Mendelssohn (1805-1847) and Clara Schumann (1819-1896) were two such composers.
These two women are arguably the best-known women composers for piano and voice.
Although the two composers are often compared to one another, their compositions and
their lives were quite different (McVicker 2011, 72). Through the years Clara Schumann
received the lion’s share of recognition for her musical prowess. This was likely due to
her father’s support of her musical career and her husband’s continued encouragement.
Her life was not without its obstacles, but she was not met with the same barriers as
Fanny. It is for these reasons that I have decided to use this lecture recital to highlight
some of Mendelssohn’s compositions.
Fanny Mendelssohn was the oldest of four children. Her brother, Felix
Mendelssohn, was four years younger than her. Her mother was well educated and
musical which led to all of the Mendelssohn household receiving excellent musical
training. Fanny’s abilities as a pianist and composer became evident early on in her life.
Unfortunately, her father would play a major role in standing in the way of her career.
15
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When Fanny was fifteen, her father sent her a letter stating, “Perhaps music will be his
[Felix’s] profession, whereas for you it can and must be but an ornament…” (McVicker
2011, 73). Though her parents encouraged her composing, they would not allow her to
perform outside the family circle or publish her music.
Fanny is most known for being the older sister of Felix Mendelssohn (18091847). The relationship between she and her brother was complex. The two were quite
close, remaining in close contact with each other their entire lives. Fanny greatly
influenced Felix’s compositions and he would even consult with her about his musical
ideas and composing. Despite this, Felix discouraged her from publishing her
compositions and even went so far as to publish some of her works under his name and
perform some of her music as if it were his own. Some speculate that his actions and
views were “motivated by jealousy, fear of competition, protectiveness, or paternalism”
(Sadie and Samuel 1994, 322).
Fortunately for Fanny, her husband, Wilhelm Hensel, was very supportive and
strongly encouraged her composing and urged her to publish. Additionally, the death of
Fanny’s father in 1835 gave her further independence and she began publishing her
music soon afterward. The two pieces I have selected for this lecture recital are “Warum
sind denn die Rosen so Blass?” and “Bergeslust”. “Bergeslust” was her last composition
and was written May 13, 1847, a day before she died of a sudden stroke (Sadie and
Samuel 1994, 323).
Fanny Mendelssohn’s “Warum sind denn die Rosen so Blass?” (Then why are all
the roses so pale?) is from a collection of six songs. This song is a setting of Heinrich
Heine’s poem of the same name. The song serves as an example of modified strophic
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form, a usual characteristic of her songs. Mendelssohn utilizes harmony and melody to
convey the elements of grief and uncertainty expressed in the text (Draper 2012, 40).
Throughout the piece she fluctuates between major and minor modes through frequent
modulation. “The opening tonality is quickly abandoned, and the rest of the song
fluctuates between A minor, F major, G minor, and D minor,” (Draper 2012, 43). This
use of surprising harmonies showcases her careful consideration of the text when
composing this piece. This is even more evident by Mendelssohn’s decision not to have
the vocal line end on tonic. By doing this, the feeling of hopelessness and uncertainty is
fully cemented in the ears of the listener.
There are four major areas that the teacher should focus on when teaching
“Warum sind denn die Rosen so Blass?”. The first is registration.
“Registration is the global description of the vocal mechanism’s complex
physiological and sub-glottal and/or supra-glottal adjustments made throughout
the singer’s range, which can be heard as timbre change.”
— J.M. Coleman D.M.A
This piece constantly alternates between the singers middle and upper registers, so it is
imperative that the teacher help the singer navigate her passaggio points. For female
singers, this song will primarily focus on singing through the secondo passaggio. The
ascending major fifth at the beginning of the piece (Figure 3.1) can be especially
challenging as female singers will be in their middle or lower middle range for the
beginning A4, then leap up to an E5 that lies within or just above their secondo
passaggio. Male singers will face a similar challenge as the second note (E4) will sit on
their secondo passaggio for baritones and just below. For tenors, the initial leap will have
them ending right around their primo passaggio. This leap is recurring throughout
“Warum sind denn die Rosen so Blass?”, but it is not the only passage that can pose
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challenges for registration navigation. measures 10-14 (Figure 3.2) will also pose a
challenge for singers. In these measures the vocal line descends from a D5 to an F4 (D4
to F3 for male voices) before leaping back up to the D5. For the female voice this passage
takes them from their secondo passaggio down to their primo passaggio. For most male
voices, this descending passage will take their voice through their primo passaggio,
though for some tenors this passage will begin on or just below their primo passaggio.
The key to navigating these passaggio points is volume and pressure, which is the
area of focus for this piece. Both male and female singers will face difficulties when they
try to transition into a different register without making the proper adjustments. Voice
breaks and cracks can occur as a result of overcorrection due to inadequate navigation of
volume and/or pressure when approaching the passaggio. The singer should lower the
volume as they prepare to ascend through the passaggio points. At the beginning of the
piece if the singer does not begin with a lighter volume, they may have difficulties with
the leap to the E5 because they will be carrying the weight of the lower register into
secondo passaggio. “As a vibrator of a given length and thickness cannot tolerate
excessive tension and responds to breaking so, too, the voice will break off and crack
when the chest register […] is forced too high,” (Reid 1982, 18). The teacher should
instruct the singer to lessen their volume as they approach these passaggio points to
ensure that unnecessary weight is not carried into the higher registers and the voice is free
of tension and strain. This approach helps the singer begin the transition between
registers before they reach the passaggio.
Now that the singer is utilizing volume to navigate the registers of the voice, the
next step and area of focus for “Warum sind denn die Rosen so Blass?” is legato. Legato
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means that notes should be performed smoothly without gaps. This will make the piece
sound like it has one, fluid vocal line, despite the fact that it requires the singer to
constantly switch between registers. There are several techniques the teacher can use to
help the singer achieve legato. First, the teacher can utilize vocal sirens during warmsups. This will help the singer practice sliding up and down throughout her range in one
fluid motion. Second, the teacher should have the student practice the melody on a
vocalise instead of singing on the text. The German text can be difficult to sing legato,
especially for less experienced singers or singers that are just being introduced to the
language. If the singer uses [du] or [da] or other syllables that are comfortable for the
singer, they will not be impeded by the consonants present in the text and therefore have
an easier time achieving a legato line. Lastly, the teacher should have the singer
incorporate slurs and slides into the vocal line as she learns the piece. The singer should
slide from one note to the next instead of simply leaping from one note to another. Once
the singer is comfortable singing the melody in this way, the slides and slurs can be
removed. Now, the singer should be able to perform the piece with a connected line
despite the fact that the vocal line contains ascending and descending leaps.
Singing with legato goes hand-in-hand with the last area of focus for, expression.
“Warum sind denn die Rosen so Blass?” might not take the singer to vocal range
extremes, but the deep, mournful text of the piece may take the singer on an emotional
extreme. The poetry creates an image of someone expressing her grief and pain for recent
loss of a loved one. The meaning of the text will not be conveyed to the audience unless
the singer uses proper phrasing, dynamics, and emotional expression. The use of legato
will aid with the phrasing of the text and imitate the soft, lilting cries of someone in
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mourning. Mendelssohn has included specific dynamic markings that clearly dictate how
the piece should be performed. The dynamics mimic the speaker’s fluctuation between
feelings of sadness and frustration. It is not enough to simply sing accurate pitches and
rhythms with the techniques described above. Another crucial aspect of singing is
expression. When the singer performs, regardless of whether she is singing an art song or
an aria, she is stepping into a role. When the singer performs “Warum sind denn die
Rosen so Blass?”, she needs to pretend that she is this individual struggling with grief.
This will be the most challenging for younger or less experienced singers. A great way to
ease into the process of pretending to be a different character is to find a way to connect
the character or the text to the singer. For this piece, that can be as simple as thinking of a
time when you were sad or missed someone. By associating the song with that feeling or
experience, the singer will have an easier time communicating the meaning of the text to
the audience.
Though “Warum sind denn die Rosen so Blass?” sounds simple, the dark tone and
open ended conclusion make this piece deceptively challenging from a performers
perspective. Because of the depth of the text, I have rated the piece as a 4 in the
“emotional” category as shown in Figure 3.3. However, I have rated the “vocal” category
as a 2. This is due to the vocal line largely remaining in the middle of the voice for the
entirety of the piece. I have also rated the “pianist” category as a 2 because the strophic
form of the song makes the piano line repetitive and therefore easier to learn. I scored the
“musical” category as a 3 because the piece has a constant up-and-down motion that
requires the singer to pay close attention to her volume and phrasing. The piece is set in
A minor and is suitable for all voice types. It has been performed by sopranos, mezzo

21

sopranos, baritones, and tenors. This versatility makes it a wonderful piece for teaching. I
believe that “Warum sind denn die Rosen so Blass?” would be ideal for an undergraduate
singer. It is not vocally challenging in terms of range or agility, but it is a great song for
teaching singers how to navigate the registers of their voice while also conveying
complex feelings through their performance.
“Bergeslust” (Mountain Rapture) is a setting of Joseph Freiherr von
Eichendorff’s poem of the same name and serves as a stark contrast to the previous song.
While “Warum sind denn die Rosen so Blass?” is about death and loss, “Bergeslust” is a
celebration of nature. It features a buoyant accompaniment and a cheerful, pastoral
melody. To further contrast with “Warum sind denn die Rosen so Blass?”, “Bergeslust”
is not tonally adventurous and remains in tonic for almost the entirety of the piece. It
briefly mixes modes in the middle section of the song, but it quickly returns to the
uplifting, major tonality that dominates the rest of the work. “Bergeslust” was the last
song Fanny Mendelssohn composed, completing it just a day before she passed. The final
words of the song, “Gedanken gehn und Lieder fort bis ins Himmelreich” (Thoughts and
songs go winging on till they reach the kingdom of heaven), are engraved on her
tombstone.
“Bergeslust” also features an up-and-down pattern to the vocal line, however this
piece takes that motion to the extremes. Similar to “Warum sind denn die Rosen so
Blass?”, “Bergeslust” also requires a focus on registration and dynamics. “Bergeslust”
features multiple ascending octave leaps from E4 to E5, essentially leaping from a
woman’s primo passaggio to her secondo passaggio. These intervals should be handled
in the same manner as the ascending intervals in “Warum sind denn die Rosen so
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Blass?”, with the singer lessening her volume before the performing the ascending leap.
“Bergeslust” also contains two additional octave leaps requiring the singer to leap from
A4 to A5 and then sustain the high A5 for seven beats (Figure 3.4). This ascending leap
is more challenging than the previous octave leap as it begins in the singer’s zona di
passaggio but ends in her upper register. Just as she did for the lower octave leaps, the
singer should decrescendo into the A4. By doing so, she is ensuring that she does not
carry weight into her upper register. Without added weight or tension, the high A5 will be
easier to sustain.
The high A5 in “Bergeslust” may also a degree of vowel modification depending
on the voice type. All female voices should be in their upper register for A5. Lighter,
higher voice types will require less modification because their voice naturally sits in a
higher placement and their second passaggio point is higher than that of lower or heavier
voice types. Heavier or more dramatic voice types will require more modification and
should be using a pure [a] vowel for the A5. The first A5 in “Bergeslust” sustains the
word “blauen” (blue). The first vowel in “blauen” is the diphthong [ao]. It is crucial that
the singer remain on the [a] for the entirety of the sustained A5, only moving to the [o]
vowel as she descends. Changing from the [a] too soon could encourage the singer to
close to the vowel, interrupting the resonance of the note. The second sustained A5 is on
the word “Gedanken” (thoughts). The singer should hold the note on the [a] vowel of
“Gedanken,” being careful not to close to the [n] until she descends.
“Bergeslust” will also require a focus on articulation and diction. This piece is fast
moving. Mendelssohn lists the tempo marking as Allegro molto vivace e leggiero
meaning “cheerful, very lively and light.” This brisk tempo paired with the wordy,
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German text can be quite challenging. The singer should begin by learning this piece
under tempo, singing the notes on a syllable such as [du] or [da]. Once she is comfortable
with the notes and rhythms, she can transition to the German text by first speaking the
text in rhythm. This will ensure that she has an established understanding of how the text
fits with the tempo. Now she is ready to sing the piece on the text. She should first
practice singing the text under tempo, slowly increasing the tempo as she becomes more
comfortable.
Though “Bergeslust” lacks the emotional depth of “Warum sind denn die Rosen
so Blass?” it is more vocally challenging, despite its short length. Figure 3.5 shows the
difficulty ratings for the piece. Due to the multiple high A’s in the vocal line and the fast
moving diction, I have given the “vocal” category a 4. I scored the song as a 3 for the
“musical” category because of its quick rhythm, though the repetitive nature of the piece
makes this an obstacle that the singer can easily overcome with practice. The “emotional”
category received a score of 2 due to the song’s emotional simplicity. There is no deep
and painful expression like in “Warum sind denn die Rosen so Blass?”. The “piano”
category was given a 4. The piano accompaniment is busy and fast moving and will pose
an initial challenge to most pianists. This piece is composed in A major and it is
traditionally performed by women with lighter voices due to repeated, sustained high
A5’s.

Chapter Four
Libby Larsen and Women of Today
Women were increasingly becoming part of professional musical life in the music
of the twentieth century. Though the change has felt slow, and at times seemed
insignificant, it has continued into the twenty-first century. There are now more
opportunities for women in education performance than ever before and this will only
continue to improve as female composers continue to get the recognition they deserve.
Two composers that have achieved such recognition are Libby Larsen and Lori Laitman.
Lori Laitman (b. 1955) is an American art song composer whose works are widely
performed throughout the world. She has composed multiple operas and choral works as
well as hundreds of songs. One of her more recent compositions is the opera The Scarlet
Letter, which was premiered in 2016 by Opera Colorado.
Libby Larsen (b. 1950), like Laitman, is also a successful American composer.
She is considered to be one of America’s most prolific and most performed living
composers. She has a catalogue of over 200 works, spanning a multitude of genres from
intimate vocal and chamber music to grand orchestral and choral scores (Kimball 2006,
331). Larsen grew up in Minneapolis and studied composition with Dominick Argento,
Eric Stokes, and Paul Fetler. Additionally, she has held residencies with the California
Institute of the Arts, the Arnold Schoenberg Institute, the Philadelphia School of the Arts,
the Cincinnati Conservatory, the Minnesota Orchestra, the Charlotte Symphony, and the
Colorado Symphony.
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Larsen has made substantial contributions to the development of American opera.
She currently has eleven operas to her credit, one of which is, Clair de Lune. Clair de
Lune was premiered in 1985 by the Opera Theater of Arkansas. “It features a refreshingly
nontraditional leading lady, a fifty-year-old- soprano aviatrix, whose aria is a striking
reimaging of Debussy’s “Clair de lune” from Suite bergamasque (1905),” (Lister and
Hoch 2019, 80). The plot follows Clair, a woman aviator in 1950s Kansas City, Kansas,
who is haunted by memories and love of the past while also trying to face the realities of
the future.
“Clair’s Aria” takes place when the character is faced with the choice of selling
her airplane. Throughout the aria she laments about times long past when she used to fly
freely at night. Despite her longing to fly and her initial unwillingness to sign the contract
to sell her plane, she eventually gives in. What makes this aria unique is Larsen’s use of
Debussy’s “Clair de lune” as the foundation upon which the rest of the song is built. Not
only does the song naturally evoke the mental imagery of looking up at the night sky, but
it also brings with it a sense of nostalgia due to the familiarity of the Debussy piece. This
feeling is not unlike the sense of nostalgia that Clair feels as she reminisces about her past
memories of flying.
Despite the fact that “Clair’s Aria” is a new composition, relatively speaking, it
can easily be found and purchased online. The aria is not available in multiple keys like
most of the other songs in this lecture recital. The older age of Clair’s character sets this
aria and this opera apart from others. If you had an older student with a classical singing
background this song would be a great way of showcasing that student’s talents while
also delivering an authentic performance. Additionally, the opera itself does not call for a
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large cast or orchestra, making it extremely accessible for smaller music programs
looking for a production suited to the size of their ensemble. There are four principal
roles consisting of two sopranos, one baritone, and one bass-baritone. There is also an
SATB quartet that acts as the opera chorus. One of my goals for this lecture recital is to
showcase pieces suitable for a wide variety singers of different skill levels. With that idea
in mind, this aria is best suited for an advanced singer on a graduate level. “Clair’s Aria”
requires a focus on stamina, breathing, tempi, and vowel modification.
This aria is exceptionally challenging and only suitable for advanced singers on a
graduate level in academia. This piece uses range, emotion, dynamics, melodic and
rhythmic notations, and phrase length to further cultivate the singer’s vocal skill. Because
of this, the aria can be taxing on the singer and she will be required to manage the
exertion of her voice and slowly build up her ability to perform this piece with
consistency and accuracy. The aria should be broken down into sections that are
rehearsed individually before being put back together and practiced as a whole. The
singer’s ability to maintain her stamina required to perform this piece will be dependent
on her breathing technique. The ribs should be held up and the lower abdominal wall
should expand during inhalation. Never let the abdominal wall become static during
singing. This active support will keep the voice energized.
When teaching this piece, it is also important that the singer learn her vocal line
with a metronome, paying careful attention to rhythms and note values. Once the singer is
confident in her part, more freedoms can be taken with the tempi. This aria should be
performed like a recitative, with certain chords acting as grounding moments where the
singer and the pianist come together. The rest of the aria, however, should be performed
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as if a separated vocal line is accompanying Debussy’s “Clair de lune.” The singer must
also take vowel modification into consideration when studying this piece. “Clair’s Aria”
features two C#6s and multiple Ab5s. These notes lie above the female singer’s secondo
passaggio and should be sung with pure head voice. As the singer moves through her
range, she must modify the vowel required by the lyrics toward a vowel that produces the
most optimal resonation and registration in that range. Notes located around and above
A5 must modify the vowel to [a]. Therefore, when the singer sings “moon” in mm. 39 on
a C#6, she should sing [man] rather than [mun].
This is due to the aria’s extensive range and tricky melismatic passages paired
with the singer’s need for control and stamina in order to successfully perform the piece.
This aria is a wonderful challenge for the advanced female singer, using range, emotion,
dynamics, melodic and rhythmic notations, and phrase length. If too much attention is
placed on perfectly lining up the accompaniment with the vocal line, then the artistry of
Debussy’s original melody will be lost, and the aria will sound too regimented.
Additionally, the diction of Larsen’s text can be challenging for the singer due to its
wordiness and occasional need for quick delivery. I encourage teachers to have the singer
begin studying this piece on a vocalise. Once the singer is comfortable with the notes and
rhythms, she can switch to singing the text under tempo, slowly increasing the tempo as
she become more comfortable.
Figure 4.1 represents my difficulty rating for “Clair’s Aria.” Due to the reasons
listed above, I have rated the “vocal” category as a 5. I have rated the “musical” category
as a 4 due to the tricky rhythms and the way the singer has to coordinate with the
accompanist. I also rated the “emotional” category as 4 because the piece covers complex
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and mature feelings and emotions that I consider unique and rarely displayed in most
arias. Finally, I scored the “pianist” category as a 5. This is because of the difficulties the
pianist might face when trying to coordinate with the singer, as well as the complex
rhythms and subtle nuances found throughout Debussy’s original piano composition.

Chapter Five
Continuing the Romantic Era with Pauline Viardot
Another woman composer of the romantic era that has not enjoyed the same level
of recognition as Schumann and Mendelssohn, is Pauline Viardot (1821-1910). Viardot
came from a musical family and was both a renowned singer and gifted composer. While
many nineteenth-century song composers usually wrote in one language, Viardot was the
exception. Pauline Viardot was a French composer by birth, but her compositions reflect
an eclectic array of styles found throughout Western and Eastern Europe. She composed
songs in Russian, Spanish, French, German, and Italian, and her extensive travels
exposed her to different musical styles, cultural traditions, and languages (McCormack
2009, 1). Her compositions are a prime example of nineteenth-century exoticism. The
piano has its own character and the vocal line works with the piano to evoke the meaning
and emotion behind the text. Viardot was also an internationally-renowned musician and
vocal pedagogue and the majority of her vocal compositions were designed to help her
students. Viardot’s songs help the developing female voice through the use of range,
diction, dynamics, melodic and rhythmic notations, and phrase length (Moore 2019, 1).
Viardot’s most famous surviving composition, “Haï luli!” was published in 1880.
This piece is a French counterpart to Schubert’s “Gretchen am Spinnrade,” as both songs
paint the picture of a lonely girl seated at her spinning wheel (Kimball 2006, 167). “Haï
luli!” is the fourth song in the collection titled Six mélodies et une havanaise variées à 2
voix. Viardot frequently composed works to showcase her students’ vocal and dramatic
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abilities, and this piece is no exception. Viardot took the text from Xavier de Maistre’s
novel Prisonniers du Caucase. Pauline Viardot demonstrated her musical prowess in
“Haï luli!” through her ability to communicate the narrative through the music and use of
text painting to highlight the poetry and its meaning.
Most of Viardot’s melodies are in modified strophic form, with several measures
of introduction and interlude between the stanzas. “Haï luli!” follows the same
compositional style. The piece opens with a sweeping descending line in the piano
accompaniment that outlines the key of G minor. As the vocal line enters, the piano plays
ascending, rolling triads with a steady base line as seen in Figure 5.1. These rolling triads
mimic the motion of the spinning wheel and evoke the feeling of waiting impatiently.
When I hear this line, I can easily picture the singer anxiously tapping her fingers on the
table as she laments over the absence of her love. The B section of “Haï luli!” is
predominantly in G major. In this section, the singer sighs “Haï luli!” a nonsense phase
that equates to “woe is me.” Even though the key has shifted from G minor to G major,
the rolling of the piano accompaniment paired with the lilting vocal line continue to
convey a feeling of sorrow.
The final verse of the piece begins with the same, three-measure interlude as the
previous stanzas, but the piano shifts to a fast-paced, aggressive accompaniment that
alternates quickly between the left and right hand. At that point, the singer has abandoned
her spinning wheel altogether and is overcome with anger because her love has still not
returned to her. As the final verse continues, the piano part continues to become more
involved. Layered on top of the busy accompaniment is a vocal part that has now
abandoned the long, lyrical lines it showcased in the previous two stanzas. Now the
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singer is abrupt with her delivery of the text because she is so overcome with her own
anger. When she sings “Le village n'a quà brûler,” (The village has only to burn), the
vocal line is almost speechlike (Figure 5.2). The third stanza ends with a crescendo as the
both the piano line and vocal line ascend.
The final return of the B section might give the initial impression that it is the
same as before. However, Viardot makes a few minor changes that completely shift the
mood. First, she slows this final section down. Additionally, Viardot changes the note
values slightly. Instead of each “Haï luli!” ending with an eighth note followed by an
eighth rest, they have been changed to ending with a quarter note and no rests at all. The
longer notes paired with the slower tempo really draw out the vocal line and emphasize
how sad the singer is (Figure 5.3). After one last desperate “Haï luli!” the tempo slows
once more as the singer quietly wonders what the point of life is without her love ending
with a perfect authentic cadence. The piece closes with the piano playing a descending
line that is reminiscent of the descending line used in the intro and two interludes.
Viardot’s ability to write a piano part that is both beautiful and functional in
setting the scene and creating a specific mood, shows how skilled and accomplished she
was as a Romantic-era composer. The lilting and mournful vocal line, paired with the
accompaniment, create a piece that clearly paints the image the text is describing. “Haï
luli!” has a simple form, but the growing complexity of the piano line and the increasing
desperation of the singer as the piece continues are reminiscent of Schubert and other
musical giants of the Romantic era. Due to the heavy use of text painting and
characterization, this piece would be ideal either for a student learning to develop her
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vocal expressiveness and stage presence or for someone who already excels at stepping
into a character when performing.
When teaching this piece, an emphasis should be given to the use of legato,
phrase length, the need for expression, and incorporation of contrasting dynamics. The
piano accompaniment is meant to imitate a spinning wheel in a constant, connected
motion until the character’s emotions disrupt that fluid pattern. The same should be true
of the vocal line. The use of legato is especially necessary in the final return of the B
section. Singing with legato will also help the singer with the multiple, long phrases
featured in this song. These long, fluid phrases may pose a challenge to less experienced
singers as she will have difficulty managing her breath. The singer should take note of the
punctuation of the text and breath wherever there is a comma or period.
The singer should also map out her character’s emotional arc for the song and
decide what emotions she is trying to convey for each phrase. The character in this song
has a distinct emotional journey and it is up to the singer to convey this through her
performance. Additionally, it is important for the singer to have a word-for-word
translation of the French text. The singer should always know what she is singing and
which words to stress within each phrase. The beginning of the piece features a lilting
vocal line conveying feelings of sorrow but, by the end of the piece, the character is so
overcome with anger that the long, lyrical lines showcased in the previous two stanzas
have been abandoned. The vocal line continues to crescendo before reaching the climax.
The greatest difficulty the singer will face is having her character grow in anger and
volume without allowing these adjustments to introduce strain into the final stanzas of the
piece. The singer should use each return of the B section as a moment to provide dynamic
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contrast by decreasing the volume and using this as a moment to reset the voice and
prepare for the next section.
Figure 5.4 represents my overall evaluation of the piece. Vocally, this piece is not
especially challenging, only reaching a high G once at the end of the piece. The piece is
also fairly straight forward in terms of composition, due to its strophic form. There are
occasional changes between the rhythms of each stanza, but nothing overly complicated
for the singer to execute. Because of this I have rated the “vocal” and “musical”
categories as a 3. I scored the “emotional” category as a 4. This is due to requirement of
the singer to characterize the range of emotions that are encompassed in this song. The
singer has to tell a story with both her words and facial expression to show the shift from
sadness to uncertainty to anger, and finally to hopelessness. The category of “pianist” is
rated as a 3. I feel that the accompaniment is more difficult than easier art songs, but the
patterned nature of the piece keeps it accessible for the accompanist.
This piece is traditionally performed by women. I will be performing “Haï luli!”
in the key of G minor, but it can also be found in the keys of A minor and E minor. This
makes it extremely accessible for a wide variety of voice types, and the subtle beauty of
Viardot’s “Haï luli!” has even attracted famous singers such as Cecilia Bartoli and
Hélène Guilmette. Because Viardot was a teacher, she wanted her compositions to suit
her student’s needs and voice types. Because of this, many of her compositions are
available in different keys. Additionally, Viardot’s unique heritage and background
culminated in a unique compositional output. She composed pieces in a variety of
languages, and several of her songs are available in multiple languages as well. Though
Viardot was a mezzo-soprano herself, she did not limit her compositions to her voice
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type. Many of her compositions are suitable for lyric sopranos and baritones. Six airs
italiens du XVIIIe siècle is an example of one of her song sets composed for either mezzo-soprano
or baritone.

Chapter Six
Amy Beach and American Music
Pivoting towards the United States of America, another woman composer that
gained recognition around the turn of the century and well into the 1920s was Amy
Marcy Beach (1867-1944). Beach was an American composer and most notably the first
American woman to succeed as a composer of large-scale art music. During her lifetime
she was celebrated as the foremost woman composer of the United States. At the time of
her death she had composed more than 300 musical works. Some women faced
difficulties when trying to publish their works, often turning to self-publication in order
to get their music out into the world. Beach had no such issue. With very few exceptions,
all of her compositions were published by mainstream publishing houses such as Arthur
P. Schmidt and G. Schirmer. This was a triumph for Beach, but it should be noted that
this was a situation that was almost unheard of at the time. Amy Beach was something of
a musical prodigy. She was memorizing songs and improvising harmonies before she was
three years old. Her mother began teaching her to play the piano at the age of six and by
the age of seven she was playing Handel, Beethoven, and Chopin. When she was twelve,
her parents were told they could enter her into a European conservatory, but they
declined, opposed to the idea of her studying in Europe. Instead, they opted for local,
private instructors. Amy Beach was largely self-taught and only received one year of
formal training in composition, but obviously she did not let that stand in her way
(McVicker 2011, 102).
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She had a successful concert debut in 1883 and married Dr. Henry Harris Aubrey
Beach two years later. At the time of their wedding she was nineteen and he was more
than twice her age. Her husband preferred her to be wife rather than a concert pianist so,
in accordance with his wishes, she curtailed her public performances and turned her focus
towards composing, which he encouraged (Kimball 2006, 253).
Again we see an example of women musicians being limited by the societal
norms of the time. When she did perform, albeit infrequently, she donated her fees to
charity (McVicker 2011, 103). Her career changed significantly after her husband’s death
in 1910. She traveled to Europe and began promoting herself as a performer and
composer. She built up her reputation and received favorable reviews. She returned to the
states at the outbreak of World War I and continued to tour and give concerts. Though
Beach saw great success throughout her career, she was aware that other women were not
so lucky. She also served as leader of several organizations including president of the
Society of American Women Composers (Kimball 2006, 253).
“Meadow-Larks” is a complex composition that builds and becomes grander as
the song progresses. Amy Beach composed this piece after being inspired by the summer
birds of California (Block 1998, 208). The lyrics are by California poet, Ina Coolbrith,
who became a close friend of Beach. “Meadow-Larks” is an example of the kind of
musical and emotional journey that Amy Beach is capable of creating through her
composition. The piece begins with very soft, intimate dynamics and musical lines, but
the end of the song the music has grown to become a proud declaration of the importance
of life and love with dynamic markings such as appassionato and fortissimo.
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“Meadow-Larks” is a challenging piece that will require the singer to pay close
attention to diction, breathing, registration, and meter/tempi. Vowels carry the vocal line,
pitch, and tone. Vowels should always go on the beat, with consonants coming slightly
before the beat. If the consonant is given the beat rather than the vowel, the tempo will
start to drag as the sustained, pitched notes heard through the sung vowel lag behind the
beat. The singer should make sure that she is anticipating the consonants by singing them
before the beat. This will maintain the forward momentum of the song and ensure that the
overall tempo and energy is preserved. The composition also contains numerous eighth
rests that should be observed. Additionally, the text features a lot of punctuation, serving
as a guide for additional places where the singer should breathe. Each breath serves as an
opportunity for the singer to replenish the active opposition between inhalation and
exhalation muscles.
This piece covers a wide range with Eb4 being the lowest note in the song and C6
being the highest. This means that the range of the piece extends from the primo
passaggio all the way up to the head voice. Just as I explained for the Mendelssohn
pieces, the singer must decrease her volume as she approaches and transitions through
these passaggi points. If she does not do this, she will likely try to carry her lower
register too high. This will impede her ability to sing freely in her upper register.
Additionally, “Meadow-Larks” features numerous changes in meter and tempo such as
shifts between 3/4 and common time and vivace and allegro. This makes the execution of
correct rhythms challenging and requires a lot of coordination between the singer and the
pianist. When teaching “Meadow-Larks” I recommend selecting specific tempi for each
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section and having the singer sing along to a metronome or pat a continuous beat. Once
the singer is sure of her part the tempi can become less regimented.
Figure 6.1 showcases my difficulty rating for “Meadow-Larks”. This piece is
extremely different from “Fairy Lullaby” as its rating will reflect. The vocal line in this
piece can be quite challenging. The song covers a wide vocal range and contains both a
high A5 and a high C6. Additionally, at the end of the song, the vocal line constantly dips
back and forth between the upper, middle, and lower areas of the voice, making it very
difficult for the singer to navigate the various changes in registration needed to
successfully perform this piece. For these reasons, I have given the “vocal” category a
score of 4. In addition to being vocally challenging, “Meadow-Larks” also contains
numerous meter and tempo changes. This makes the execution of correct rhythms
challenging and requires a lot of coordination between the singer and the pianist,
especially pick up notes and section transitions. Because of this, I have also rated the
“musical” category as a 4. Though the piece ends feeling quite grand and it showcases a
beautiful build of dynamics and musical complexity, the overall emotions conveyed
through the text are quite straightforward. There is no elaborate scene to act out or subtle
emotion to convey. It is simply a song about loving the world and loving life, and so I
have given the “emotional” category a score of 3. Finally, I have given the “pianist”
category a score of 5. This score is based onthe initial difficulty of the piece as well as the
extra level of collaboration and practice needed to combine the piano and vocal lines into
one seamless performance. The piano accompaniment features heavy use of accidentals
and a wide array of dynamics. Additionally, the numerous changes in tempo and meter
will require both the pianist and the singer to pay close attention to one another. The wide
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vocal range and the high tessitura of the song make “Meadow-Larks” best suited for a
high soprano. Additionally, I believe that this piece should be reserved for advanced
singers such as those on a graduate level.
“Fairy Lullaby” is a setting of the text from Act II, scene 2 of Shakespeare’s
comedy, A Midsummer Night’s Dream. The text of this scene is a portion of a large
excerpt that is sung by fairies in an enchanted forest (Gallagher 2013, 28). This piece is a
simple art song with an emphasis on phrasing and dynamics. Beach set the song with a
simplistic rhythm that often repeats words and phrases to evoke the trance-like quality
characteristic of most lullabies. As the song progresses each verse gets shorter and
shorter, creating the feeling that the song is fading away. To maintain this trance-like
effect, the phrases should be kept legato. Singers should avoid the tendency to match the
bouncy quality of the piano accompaniment. Beach also uses dynamics to reinforce the
effect of the song fading away. The fluctuating dynamics paired with the slowing tempi
emulate the feeling of being lulled to sleep. The singer should continue to get softer and
softer without tension building in each new verse, ending with the dynamic marking
sempre pianissimo quanto possible or “always as soft as possible.”
My difficulty rating for this piece can be found in Figure 6.2. Both the vocal line
and musical structure of “Fairy Lullaby” are quite simple, so I have rated the “vocal” and
“musical” categories as 2. There is nothing overly challenging about the rhythms, range,
or dynamics, making this piece quite accessible to younger and less experienced singers.
The song is best suited for the female voice, but its narrow range makes it appropriate for
a variety of female voice types. “Fairy Lullaby” would be a wonderful song for
introducing young singers to the musical compositions of Amy Beach. I also feel that the
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light-hearted text can be easily translated through the singer’s facial and vocal
expressions as it lacks serious subject matter and complex emotions present in some of
the other pieces in this lecture recital. Because of this, I gave the “emotional” category a
score of 2. I also scored the “pianist” category as a 2. The accompaniment is simple and
repetitious. The only portion of the song that may require some extra coordination is the
ending. Overall, this song is ideal for the inexperienced singer.

Chapter Seven
Kay Swift and Women in Musical Theater
The emergence of women composers grew to extend beyond classical music,
especially in the twentieth and twenty-first centuries. Unfortunately, these women still
endure the same struggle to be recognized and remembered as their classical
counterparts.
Although it is now clear that women have participated in music as composers
throughout history and across cultures, the term composer has usually been
understood to denote a male creator. Perhaps in no area has this been more true
than music theater, one of the most male-dominated of all musical genres. (Lister
and Hoch 2019, 140)
Musical theater has close connections to classical music, having stemmed from operettas
and developed into American musical comedies before transitioning into the Broadway
productions we know and love today. Unbeknownst to most people, women have
contributed actively to the musical theater canon since its beginnings.
Kay Swift was one of these women. Her accomplishments helped lay the
groundwork for the women of musical theater today, but she was not the only one. Before
Kay Swift was Rida Johnson Young (1875-1926). Johnson Young was “an enormously
successful lyricist and songwriter credited with more than thirty Broadway shows and
five hundred songs,” (Lister and Hoch 2019, 141). In 1910 she collaborated with
composer Victor Herbert (1859-1923), writing the book and lyrics for the show Naughty
Marietta which proved to be a hit. The musical’s success led to a popular film adaptation
that earned an Academy Award nomination for best picture. Johnson Young still had to
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battle societies values of traditional female roles, but her success proved that writing
American musical comedy was not solely a male domain (Lister and Hoch 2019, 143144). This paved the way for Kay Swift. Kay Swift (1897-1993) was an American
composer, lyricist, author, and pianist. She was born into a musical family and began
music lessons at the age of seven. She studied composition with A. E. Johnstone at the
Institute of Musical Art, now known as the Juilliard School, then continued her studies at
the New England Conservatory (Sadie and Samuel 1994, 447). Swift has a notable place
in the history of music. She was a close associate of George Gershwin and was one of the
few women among the ranks of the men of Tin Pan Alley in the 1920s. Kay Swift was
one of Gershwin’s closest musical confidants and advisors apart from his brother Ira. Her
background in classical music gave her the tools to help Gershwin translate his writings
to fit the concert hall, while his skillset and background encouraged her interest in
popular music and led her to Broadway (Sadie and Samuel 1994, 448).
One of her early Broadway hits was the show Fine and Dandy, a musical comedy
in two acts. It is the first successful Broadway musical to feature a complete score by a
female composer and it ran for over 250 performances. The song “Can This Be Love?” is
one of the most popular songs from the musical and one of her most well-known songs in
general. “Can This Be Love?” is a moody ballad indicative of the early Broadway style
that was heavily influenced by jazz. The song has since become a jazz standard, often
performed as an instrumental rendition of the original musical theater number.
“Can This Be Love?” has been published in the keys of F major and D major. I
will be performing this piece in the original key of F major. Unfortunately, this version
can be somewhat difficult to find. The arrangement I am performing in this lecture recital
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is from an original 1930s publication of the song that I was fortunately able to obtain.
The D major arrangement can be easily located online, but it should be noted that text has
been slightly altered (Figure 7.1). The piece does not encompass a wide range, making it
suitable for a variety of voice types, especially mezzo sopranos. Additionally, the piece’s
simple rhythms make it extremely accessible to younger singers in need of a simple
introduction to the musical theater style. Though “Can This Be Love?” is not a classical
piece of music, that does not make it any less worthy of being taught. Some students may
wish to be trained as crossover singers, so they will need training in both genres.
Alternatively, this song is a great example of a piece being very simple but great for
showcasing expression. The melody and text are repetitive, but the singer should find
ways to make each verse and phrase unique. Developing one’s vocal expression is
applicable to all genres of music.
“Can This Be Love?” requires a focus on stylistic adjustments and the use of chest
voice. Musical theater differs greatly from classical vocal music in terms of rhythm and
style. In classical music the notes on the page are expected to be sung as written. In
musical theater the musical notation is a framework that the singer is meant to shape and
build upon. To be stylistically appropriate, sustained notes do not need to be consistently
sung for their full value. Some notes can be cut short to better reflect the emotions of the
character or meaning of the text. The singer should utilize rubato to achieve a more
natural, speechlike rhythm pattern. However, there should still be a driving momentum to
the song. The rhythm of certain notes and passages can be altered but this should never
cause the tempo to slow down and drag. Another component of the musical theater style
is straight tone. It is stylistically appropriate to utilize straight tone for the full value of
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any given note or to begin the note with straight tone and then add vibrato as the singer
nears the end of the note’s value.
The singer will also need to use chest voice when performing this song as the
range for “Can This Be Love” has portions of the refrain dip below the primo passaggio
into the lower register of the female voice. As this will likely be a new experience for
younger or inexperienced singers, I encourage teachers to incorporate chest voice
warmups into their routine when preparing to teach this piece. Though chest voice may
not be used in classical singing in the same manner that it is used in musical theater, it is
still an important part of the voice that adds a wonderful array of sounds to the singer’s
vocal interpretive palette, and it should not be avoided.
Figure 7.2 showcases my difficulty rating of the piece. I gave the “vocal”
category a score of 3, but because of the song’s consistency in its simplistic style and
narrow range I gave the remaining categories the score of 2. I did not give any categories
a 1 because I feel that the jazzy style of the piece requires a somewhat nuanced approach
that cannot be achieved by simply following the notes, rhythms, and dynamics as they are
written. This piece may prove difficult to some singers because it is an entirely different
genre from the other pieces in this lecture recital and it will require vocal adjustments.
The singer will need to use chest voice when performing this song, which may be a new
experience for unexperienced singers. Additionally, the rhythms should not be strictly
followed as written. These slight changes are not overly difficult, but they do set this
piece apart from a level 1 song.

Chapter Eight
Conclusion
While researching this topic I was delighted to discover that there are countless
women who composed throughout the history of music. My frustration is that many of
these women and their compositions were new to me. While I was happy to finally be
studying these pieces, I couldn’t help but be sad that I was not exposed to them until my
graduate years of study. As made evident by the pieces showcased in this lecture recital,
the problem is not a lack of talent on the composer’s part. The problem lies with the
teachers, singers, publishers, and directors that continually overlook the accomplishments
of women composers in favor the more familiar and comfortable compositions of male
composers.
While artistic directors today are likely not intentionally excluding female
composers, an unconscious bias often occurs due to a tendency to program works
one already knows or is connected to in some way. Historically, white male
composers have been far better known than their marginalized contemporaries,
and their work has more frequently been curated and canonized for broad
audiences. Artistic directors must exercise awareness and conscious decision
making to feature those creators who are worthy of, but often denied, inclusion on
programs. (Lister and Hoch 2019, 272).
By neglecting the compositions of women composers, we are allowing history to
continually repeat itself by favoring the safer programmatic choice of selecting pieces
composed by famous and recognizable male composers while also allowing the equally
good compositions of women to fade into obscurity.
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Additionally, it is clear that women write music for a wide variety of genres,
languages, styles, and voice types. This vast array of music is not limited to the advanced
singer but spans the range of all levels of difficulty. Just as male composers throughout
our history have composed a variety of songs suitable for singers of all ages and skill
levels, so too have women. You simply have to look for it. Rob Deemer, the founder of
the Composer Diversity Database, stated:
It is not that this music is not good; it’s just that it’s not known. Choosing music
by women is such an easy thing but has vast ramifications verses the many
monumental challenges in the world. Simply choosing a song can create a huge
footprint and ripple that reflects the changes we want to see in the world. (Lister
and Hoch 2019, 275).
When we teach and perform music composed by women, we are not simply honoring the
composer, we are broadening our understanding of an entirely new perspective of music
history that is not often seen. We are showing young women that there is a place for them
as composers and signaling to young women and men that the contributions of women
composers are equally as worthy of attention as those of male composers. Likewise, we
are imparting that knowledge and awareness to our students and audiences. By doing so,
we only improve the situation by shining a light on the legacies of composers that have
been forgotten and bettering the chances of the composers yet to come.

Appendix

Figure 2.1 Modern publication of “Amor dormiglione.” (Strozzi 2010, 3-4)
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Figure 2.2 Historically accurate publication of “Amor dormiglione.” (Strozzi 2014, 2)

Figure 2.3 Difficulty rating for “Amor dormiglione.”.
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Figure 3.1 “Warum sind denn die Rosen so Blass?” mm. 1-3 (Hensel 1846, 1)

Figure 3.2 “Warum sind denn die Rosen so Blass?” mm. 10-14 (Hensel 1846, 1-2)
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Figure 3.3 Difficulty rating for “Warum sind denn die Rosen so Blass?”

Figure 3.4 “Bergeslust” mm. 7-20 (Hensel 1850, 2)

Figure 3.5 Difficulty rating for “Bergeslust”
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Figure 4.1 Difficulty Rating for “Claire’s Aria”

Figure 5.1 “Haï luli!” mm. 1-7 (Viardot 1880, 1)
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Figure 5.2 “Haï luli!” mm. 50-52 (Viardot 1880, 4)

Figure 5.3 “Haï luli!” mm. 53-58 (Viardot 1880, 5)
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Figure 5.4 Difficulty rating for “Haï luli!”

Figure 6.1 Difficulty rating for “Meadow-Larks”

Figure 6.2 Difficulty rating for “Fairy Lullaby”
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Figure 7.1 Example of the variations of text between the two arrangements (Swift 1930,
2)

Figure 7.2 Difficulty Range for “Can This Be Love?”
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